Numerous wooden Madonna statues of the Romanesque style have survived from medieval Catalonia, which show the Virgin as sedes sapientiae. The thematized exemplars from Ger (second half 12 th century), Ix (last third 12 th century), Targasona (early 13 th century) attract the attention of today's viewer by an iconographic peculiarity. Explicitly, they show the enthroned Mother of God, as it will be pointed out, in the priestly chasuble. The chasuble most probably represents Mary's significance as symbol of the hierarchical or institutionalized church and also alludes to the conception of Mary being interpreted as priest or ministerial priest, which became more and more popular in the 12 th century. The throne representations of the statues from Ger and Ix, which refer undoubtedly to the famous episcopal throne from the Girona Cathedral by its formal structure, will be related to this significant meaning, too. The icono graphic type of the Catalan «Chasuble Madonna» is not to be found in the art of wood carving first, but in Romanesque mural paintings in the Pyrenean Valleys of North-West Cataloia. The historical and cultural sphere, which could have been responsible for the development and dissemination of this Madonna type respectively, will be discussed in the present article in the context of the 11 th and 12 th century church reform in Catalonia.
2 , excel not only in the aesthetic qua lity. Furthermore the sculptures belonging to the area of the old bishopric of Seu d'Urgell also attract the attention of today's viewer by an iconographic peculiarity, which distinguish them from the majority of the preserved Catalan Madonna statues of the Romanesque period. They namely show the enthroned Mother of God -as the research assumes consistently-in the priestly chasuble gathered up by her arms 3 . In addition to the under-tunic a separate veil, falling over the Virgin's shoulders, characterizes the clerical vest ment type of the wooden sculp tures 4 . In the first part of the following article it will be tried -with the support of parament research and comparative examples of the Romanesque art-to verify adequately, that the Marian outer garments of the sculptures are indeed high medi eval chasubles
5
. Previous research on the statues, which are discussed in this article, has not striven for such an argumentation. Subsequent to this, the motif of the sacerdotal chasuble shall be identified as an iconographic supplement of the Romanesque sedes sapientiae iconography, which stands for Mary's significance as symbol of the hierarchical respectively institutionalized church 6 . After the Marian concept, which basically was already developed in Early Christian times, has been analyzed with regard to its dominant status in High Middle Ages, the throne repre sentations of the Madonna statues shall be exam ined more intensive. At least the thrones of the sculptures from Ger and Ix (figs. 1-2), as it will be pointed out, actually support the character istic Mary-Ecclesia significance of the Madonna statues, too. In the following part of this article it shall be indicated, that the iconographic type of the Catalan «Chasuble Madonna» doesn't find its earliest representatives in the art of wood carving but in Romanesque mural paintings in the Pyrenean Valleys of North-West Catalonia, which must be dated between the end of the 11 th and the middle of the 12 th century. By this fact, which has obviously been overlooked by previ ous research, Edouard Junyent's hypothesis of the wooden «Chasuble Madonnas» being the oldest and most characteristic examples of the Catalan Madonna statues in general, reaching back to a not preserved prototype 7 , shall be con firmed scientifically.
After it has been briefly indicated, that -in my opinion-the iconographical context, to which the «Chasuble Madonnas» of the Catalan mural paintings belong, meaningfully supports the function of Mary as a symbol of the insti tutionalized church, there shall be asked for the historico-cultural circumstances, which were responsible for the development respectively for the dissemination of this special Madonna type. Previous research concerning the statues from Ger, Ix, Targasona and Talló didn't lay great emphasis on answering this question 8 .
Are the Marian outer garments of the Madonna statues high medieval chasubles?
Shape
The chasuble from the 10 th to the beginning of the 13 th century, which was called planeta or casula in the Middle Ages, was a floor-length, completely closed, sleeveless and hoodless cloak, which had to be rolled up at the sides for the unrestricted usage of the hands at the celebration of the mass 9 . Thus, the chasuble of these centuries was rather a wide bell-shaped cape that wrapped the body of the celebrating priest entirely 10 . Not only do pictorial representations in art history verify this without a doubt, but also numerously preserved early and high medieval chasubles all over Europe. The Bavarian National Museum is keeping an early specimen (fig. 5 ) that can serve as an example for suchlike shaped chas ubles, which are called «bell-chasubles» in the Modern Age
11
. It is associated with the famous archbishop Willigis of Mainz (975-1011) and was made between the end of the 10 th and the begin ning of the 11 th century 12 . The making of such a «bell-chasuble» was a comparatively simple task in this way, that only a roughly semicircular piece of cloth had to be fit up with gaps for the head and had to be sewn together along the straight edge
13
. When comparing the shape of the «bell-chas uble» of Saint Willigis (fig. 5) mentioned above with that of the Marian outer garments of the Madonna sculptures from Ger, Ix, Targasona and Talló (figs. 1-4) dealt with in this article, it doubtlessly comes to light, in my opinion, that these vestments are «bell-chasubles» of the Romanesque period, which are gathered up by the arms.
Furthermore, for example, the comparison of the Madonna statues with the almost contempo raneous reliquary-bust of the canonized bishop Césaire ( fig. 6 ), in which case the «bell-chasuble» of the cleric falls over his upper arms and forms a round shape in the lap area, too makes this abun dantly clear 14 .
Colour and pattern
During the 10 th and 11 th century only single coloured, frequently patterned silk cloths were used for the making of chasubles, which had often been imported from the Orient 15 . Not until the 12 th century bi-and multi-coloured silk cloths were increasingly used, whereby for example vegetable patterns or half geometrical ornaments could be made, not only by changing Barcelona, 1995, p. 158. the weave of the damask cloths, but also by dif ferent colours of the fabric. At the same time the wide range of colours, which formed the feasible base of the ground colour of liturgical paraments in the previous centuries, was slowly reduced. There was a tendency to prefer the colours white, red, green, yellow, black and violet for the making of liturgical outer garments. Around 1200 however this choice of colour was com bined in the tract «De sacra altaris mysterio» by Pope Innocent III. (1160-1216) comprising a liturgical colour canon, which was based on the ecclesiastic feast-calendar 16 . However, this canon still wasn't binding during the whole 13 th century, so that the popular colours blue and Talló, early 13 th century, provenance: Santa Maria de Talló, H. 89 cm, wood, polychromed, Talló (Bellver), church of Santa Maria. Illustration from Mathias Delcor, Talla de la Mare de Déu de Talló, in: Catalunya Romànica, vol. VII: La Cerdanya. El Conflent, Barcelona, 1995, p. 97. grey still were frequently used for the making of liturgical garbs 17 . In summery it can be postulated, that the colours of the Marian figures' outer garments from Ger, Ix , Targasona and Talló (green, red, red, yellow) militate in favour of the fact, that the vestments not only depict the Romanesque chas uble very exactly according to the cut, but also show very common respectively popular colours, which were used in the process of making chas ubles in the 12 th century. Also vegetable, coloured ornaments, which -as for example observed at the statue from Ix ( fig. 2) . Around about the turn of the first millenni um ornamented, woven braids (orphrey bands), which hid for example the frontal seam, came into usage more frequently. Until the beginning of the 13 th century, however, these orphrey braids had not at all been submitted under any rule regarding their form or disposition, nor had they fig. 11 ) and its regional copies as prime examples for such Madonna statues, which just do not show Mary in the priestly chasuble in con- Furthermore the band-like configurations, which vertically mark the garment's middle on the front and on the back side and which seem to be fixed up beneath Mary's neck at a collar band of the same quality, aren't components of a separate bishop's pallium (pallium episcopale), that, according to Forsyth, additionally underline the Mary-Ecclesia aspect of the Virgin. The reason for this conclu Mary is also dressed undoubtedly with a medieval «bell-chasuble» and a separate veil
34
. Nevertheless Forsyth's interpretation of the sacerdotal gar ments on Romanesque Madonna statues due to their allusion to Mary's function as a symbol of the institutionalized church is coherent, as it shall be pointed out in the following paragraph chiefly with the support of the theological exegesis. The same goes for the authors relating to the Catalan «Chasuble Madonnas» and interpreting the sculp tures' chasuble in a similar way. In contrast to Forsyth, who refers to the medieval Mary-Ecclesia concept at least in a footnote, these authors didn't give further explanations for this problem at all 
Mary as symbol of the hierarchical church
In the theological treatises of the Carolingian times the Holy Virgin Mary was more and more compared with the church, which was personified as Bride of Christ since Early Christian times
37
. From the 12 th century on Mary was already described consistently as type of the «Ecclesia Mater». The following lines from the «Rationale divinorum officiorum» of John Beleth (died ca. 1185), written about 1160, to which Adolf Katzenellenbogen refers in his often quoted expositions to the medieval Mary-Ecclesia con cept 38 verifies this very impressively:
At this feast of the Assumption of the Virgin, therefore, psalms and other chants were sung especially about the Blessed Mary, which were in general recited on the day of the consecra tion of the church. As the church is the moth er of all saints and holds the name of virginity, that is to say the virginity of mind and faith, which should be preferred to the virginity of the body, she is called the Bride of Christ. That is why it was said: «I have espoused you to one husband, that I may present you as a chaste virgin to Christ» (II Cor. 11, 2), and so the Blessed Mary is named both Virgin and most saintly of saints
39
.
It was mainly the virginal motherhood of Mary, which gained increasing influence on this «bell-chasuble», but which shall not be examined here in detail, is kept today in the Swiss National Museum in Zurich ( fig. 13) Is the iconographic motif of the throne chair an episcopal cathedra?
During the Romanesque period the ivory throne of Solomon (III Kings 10, 18-20, Vulg.), as described in the Old Testament, has not only been exclusively associated with the theologi cal Marian sedes sapientiae concept, but some times also with contemporaneous, secular royal thrones 56 . Because of the fact, that this secular interpretation of Solomon's throne was com monly used at least since the late 12 th centu ry 57 , the throne representations of Romanesque Madonna statues also ought to be more and more alluded to the regal, majestic traits of the Virgin, which -as already noted-were especially emphasized at the Marian depic tions not until the High Middle Ages. Due to Mathias Delcor's researches mainly, in my opin ion, this hypothesis most probably is not true of the concerning wooden «Chasuble Madonnas» (figs. 1-4). As Delcor correctly realized, the throne depictions of the two oldest «Chasuble Madonnas» from Ger and Ix (figs. 1-2) namely show clear analogies to the episcopal throne from Girona Cathedral ( fig. 15 ), dated about 1038. In addition to the similar construction scheme it is mainly the tendril motif of the epis copal cathedra, which decorates the front side of the rectangular throne posts, and which finds its equivalent in a slightly modified form, in the throne depictions of the sculptures ( figs. 1-2) 58 . Delcor and Noguera i Massa, who associates himself with Delcor, however didn't offer an interpretation of this fact. Because of the fact, that the throne chairs of the sculptures allude to the famous episcopal cathedra from Girona with the utmost probability, they refer, in my opin ion, not only to the main significance of Mary as Throne of Wisdom, but also to her function as type of the hierarchical church. The throne representations of the sculptures from Ger and Ix (figs. 1-2) supplement, in contrast to the ones from the Targasona-and Talló-Madonna (figs. 3-4), therefore particularly this meaning dimen sion of Mary, which, however, is presented primarily by the concise motif of the priestly chasuble to the viewer. By examining the enthroned Mother of God, which is set on a chest-like seat with cushion, with regard to her clothing it becomes apparent, that she must be related to the Marian figures of the wooden «Chasuble Madonnas». In addition to the red under-tunic and a separate veil the nimbed Mother of God almost certainly spe cifically wears a blue «bell-chasuble», which is gathered up by her arms. However, it has to be remarked at this point, that the separation of the blue veil from the chasuble at the present state of preservation of the mural painting is hardly discernible, even at the original. Thus, graphical structures today can be made out at the right part of Mary's shoulder only, marking the ending of the veil, which is decorated by a white hem fig. 17) , which today is kept in the National Museum of Catalan Art (MNAC) in Barcelona. The fresco of the apse conch of these mural paintings from the Àneu Valley, dating back to the end of the 11 th century, shows a Madonna edged by archangels and Magi 67 . Due to its bad condition of preservation no prov able statements can any longer be made upon the blue outer garment of the Marian figure. However, research is assuming that the painted apse conch was almost identical with the apse vaulting from Tredós ( fig. 16 ) by stylistic and iconographic features and has perhaps been done by the same master of the Pedret school, as the preserved fragments suggest 68 . In my opin ion, one might therefore rightfully assume that the Marian figure from Santa Maria d'Esterri d'Àneu was dressed with a high medieval chas uble, too and had also been received as symbol of the hierarchical church apart from its fore most significance as Throne of Wisdom. It can not be ruled out that this ecclesiological priestly connotation of Mary is even reinforced possibly by the two donor clerics from the left apse wall located on the top of each other. Moreover, the one cleric, who is presenting the Holy Bible to the observer in his left veiled hand ( fig. 10) , is also dressed in a blue priestly chasuble 69 .
The Madonna of the apse conch from Santa Maria de Taüll (Boi Valley)
The painted central apse from the parish church Santa Maria de Taüll in the Boi Valley ( fig. 18) , which was consecrated on 11 th December 1123, shows in the apse conch ( fig. 19 ) a frontally arranged sedes sapientiae Madonna in a mandorla, which on the left and on the right is surrounded by the adoring Magi
70
. Since the exact date of the con secration of the church is known, the apse frescoes, which today can be seen in the National Museum of Catalan Art (MNAC) in Barcelona can be dated with certainty about the year 1123
71
. The nimbed figure of Mary ( fig. 19) fig. 18) 75 . A meaningful iconographical linking of this dominant Eucharistic symbolism with the institution of the church is, in my opin ion, not only achieved by the apostolic college -led by Peter and Paul 76 -which is depicted on the apse wall below the conch, but mainly by the «Chasuble Madonna» in the apse vaulting.
As already mentioned, previous research has missed to link the Marian depiction from Santa Maria de Taüll with the wooden «Chasuble Madonnas» ( figs. 1-4) , which are the topic of this article. Nevertheless, it has to be remarked here, that some authors had already assumed a connec tion between the Marian figure from Santa Maria and contemporaneous Madonna statues, but didn't examine this problem further and didn't bring up the wooden «Chasuble Madonnas» from Ger, Ix, Targasona and Talló (figs. 1-4) for discussion. Thus, for example, Courtillé curiously thinks, that the mandorla, which frames the Madonna with Child, is an allusion to the candlelight, which usu ally lightened up medieval Madonna statues in the church building
77
. Recent research in the circle of the National Museum of Catalan Art (MNAC) relates the figure of Mary to contemporaneous wood sculptures, too. According to their opin ion, the compositional stiffness of the enthroned Marian figure (fig. 19 ) suggests this hypothesis and makes it credible, that wooden Madonna sculp tures could have served as models for the fresco of the apse conch from Santa Maria Originally it decorated the intrados of the first of the two triumphal arches, which separated the nave of the Romanesque parish church from the choir or from the apse, respectively
79
. In addition to a red under-tunic and a blue «bell-chasuble» the nimbed Virgin is dressed with a separate veil that falls widely over her shoul ders. On closer examination one notices that the Madonna depiction, which is dated to the middle of the 12 th century
80
, refers to the artistically more valuable Madonna depiction from Santa Maria de Taüll ( fig. 19 ) with regard to its formal-stylistic structure. It must be therefore assumed that the Madonna depiction from Santa Maria had been served as a model for the almost contempora neous fresco from Sorpe, which was done by a late member of the Pedret school
81
. The fresco on the intrados from Sant Pere doesn't show Mary as Majestas Mariae in connection with the Adoration of the Magi, but shows her enthroned between two little trees. Hélène Toubert has proved credibly, that these representations of the trees refer to the arbor-bona-ecclesia/arbor-mala synagoga iconography 82 . The tree with a strong root, dense foliage and coloured fruits stands for the triumphant Ecclesia
83
. The rootless, almost non deciduous, withered tree, which evokes the form of the seven branched Jewish candelabrum to the left of the Madonna, symbolizes the Synagoga, the allegori cal image of the Old Covenant, which had been overcome
84
. In Toubert's opinion, the enthroned Mother of God must be therefore understood as mediator between the two Testaments, because of the fact, that Mary as New Eve bears Christ and through this founds the New Covenant or the institution of the Holy Church, respectively 
Conclusion
As it should have turned out in the last part of the article the iconographic type of the Catalan «Chasuble Madonna» doesn't find its earliest rep resentatives in the art of wood carving, but in the Romanesque mural paintings from the Pyrenean Valleys of , which must be dated roughly between the end of the 11 th and the middle of the 12 th century. The Madonna depictions from Sant Joan de Tredós, Santa Maria de Taüll and Sant Pere de Sorpe give evidence to this
88
. Because of this fact, which was overlooked by previous research, Edouard Junyent's hypothesis, that there must have been most probably very early wood statues of the Madonna, which showed Mary in the priestly chasuble and a separate cover for the head, is backed up
89
. The iconographic Madonna type of the sculptures from Ger, Ix, Targasona and Talló (figs. 1-4) isn't therefore a iconographical inven tion of the end of the 12 th century, as Noguera i Massa wrongly assumes 90 . In my opinion, these sculptures further more were of special importance in Romanesque Catalonia in contrast to other contemporaneous Madonna statues, which do not show Mary in the sacerdotal chasuble, but in the fully developed habit of the Queen of Heaven. This is mani fested by the fact that the type of the «Chasuble Madonna», as the stock of monuments suggests, was fixed falsely at the reinstalla tion of the mural paintings in the museum (MNAC) on the right side of the apse arch, as seen from the position of the viewer. Cf 83. The inscription -EX-be side the left tree-trunk, as seen from the position of the viewer, must be related -in Toubert's opinon-to the inscription ECREXIA, which is assigned to the female personification of the church in the right side absidiole from Sant Quirze de Pedet (fi g. 21). Cf. , must remain uncon firmed up to now. However, it seems to be veri fied, that the assumed prototype of the wooden «Chasuble Madonna», like the Madonnas from the mural paintings and the Madonna statue from Ger ( fig. 1) , showed Mary without an additional crown above the veil.
Moreover, this comparison between the the matized wooden sculptures and the Madonna depictions of the Catalan mural paintings makes clear, that the Marian figure, dressed with the chasuble must be interpreted most probably as a symbol of the hierarchical church apart from its significance as Throne of Wisdom. It is for the most part the iconographical context of the Madonna depictions from Taüll ( fig. 18) and Sorpe ( fig. 20) , which refers to the institution of the church or the Eucharist, respectively that backs up this hypothesis.
In the following paragraph of the present arti- In my opinion, it is therefore quite plausi ble, that the iconographic type of the Catalan «Chasuble Madonna», which alludes to the min isterial church apart from the dominant concep tion of Mary as God bearer, could have its origins in the context of the church reform movement of the 11 th and 12 th century
95
. After all, its ideas, which emanated from reform centres in Southern France like, for example, the collegiate church of Saint-Ruf in Avignon or the Benedictine monas tery of Saint-Victor in Marseille, widely spread in Catalonia in the second half of the 11 th cen tury already
96
. The fact, that the earliest preserved depiction of the Catalan «Chasuble Madonna» at Sant Joan de Trédos ( fig. 16 ) is ascribed to the Pedret school and must therefore be seen in close correlation with the mural paintings of the Romanesque church Sant Quirze de Pedret (Berguedà), also can back up this hypothesis. Agathe Schmiddunser was able to prove con vincingly, that the eschatological-ecclesiological program of the mural paintings from Sant Quirze, which originate from the end of the 11 th century 97 , had been developed from the historical context of the endeavours of Gregorian reform in Catalonia and impressively glorifies the institution of the church
98
. Thus, for example, the side apse to the right shows a female figure seated at the top of a In medieval Catalonia this reform was main ly pushed by the canonical reform movement, which was adopted successfully from Italy and which came out against the concubinage of the priests and the usual practice of simony There is a lot to be said for it when paying atten tion to the fact, that Petrus Damiani in a letter written in 1069 associated the chastely living of the reformed priest, which was demanded in the first place, with Mary's Immaculate Conception.
In his opinion namely it should be allowed to touch the altar sacrament with chaste hands only, because it was the strength (virtus) of the same life-giving spirit that had overshadowed the divine Virgin, too
107
. That the enthroned «Chasuble Madonnas» from Ger, Ix, Targasona and Talló (figs. 1-4) could have been actually developed in such a way is reinforced -in my opinion-mainly by a result of the research of Herbert Kurz, concerning the contemporaneous Catalan monumental cruci fixes, the so-called «Majestats». This type of crucifix, which is not widely spread outside of Catalonia shows the Crucified alive in a long-sleeved tunic. The sculpture from the Collection Battló ( fig. 23) , which has to be dated to the second half of the 12 th century 108 and which can now be found in the National Museum of Catalan Art (MNAC) in Barcelona, is prob ably the most prominent exemplar of these mon umental crosses. Kurz has proved convincingly, that the «Majestats», which correspond with the iconographic Volto-Santo type from Lucca, show Christ in the liturgical under-garment of the min isterial priest and therefore emphasize the priestly aspect of the Crucified in particular. In Kurz's opinion this iconographic type of the crucifixes had been developed at the end of the 11 th century by the canonical reform movement from Lucca as an allegorical image of the reformed canon
109
. It has to be remarked however, that the Volto-Santo crucifix ( fig. 24) , which today is kept in the cathe dral of San Martino of Lucca, could not have been made before 1200 because of stylistic features. As survived literary sources verify, it must go back, however, directly to a not preserved predecessor from Lucca, which dated from the second half of the 11 th century and which showed the same iconographic type
110
. The Catalan «Majestats», of which already two exemplars from the first quarter of the 12 th century have survived
111
, must therefore be close to the Lucca sculpture and reflect the successful adoption of the canonical reform in Catalonia as Kurz has made out cor rectly
112
. Because of this historico-cultural position ing of the «Majestats» it seems reasonable to assume, that the contemporaneous Catalan «Chasuble Madonnas» (figs. 1-4) refer explicitly to the reformed priesthood as well. Nevertheless this special significance of the Madonna statues should not be overrated in my opinion. Even if Mary, because of her function as symbol of the hierarchical church, was increasingly granted ministerial priestly traits, it was first and fore most Christ, who remained the prototype of the current priesthood of the institutionalized church, as the wooden «Majestats» verify. In addition to this it has to be remarked again, that Mary's significance as bearer of God and Throne of Wisdom, respectively dominates all Madonna depictions of the Romanesque period.
Résumé and prospect
The Romanesque Madonna statues from Santa Coloma de Ger, Sant Marti d'Ix, Sant Sadurní de Targasona and Santa Maria de Talló (figs. 1-4) show the figure of Mary -as already assumed mainly by Catalan research-in high medieval chasubles. The iconographic term «Chasuble Madonna», chosen in this article, should have testified to this phenomenon.
The elementary meaning dimension of the wooden sculptures -of which the Ger-Madonna, dated to the second half of the 12 th century, has been determined as earliest exemplar-however is the sedes sapientiae iconography, developed in Early Christian times. This iconography first was transferred to the sculptures in the round of the occidental Early Middle Ages and alludes basi cally to the significance of Mary as Theotokos (Dei Genitrix) or Throne of Wisdom, which had become important since the Councils of Ephesus (431) and Chalcedon (451).
The motif of the sacerdotal chasuble must be interpreted as an iconographical supplement of the iconography of the Early Christian Throne of Wisdom in the Romanesque period. The chasuble represents most probably Mary's sig nificance as symbol of the hierarchical or insti tutionalized church. According to the present article it is mainly the popular analogy in the theological exegesis of the 12 th century of Mary's virginal motherhood and the priestly mission of creating goodly peoples by baptizing and preach ing, which makes this interpretation plausible. Previous research has not discussed this topic in actual necessary breadth. This is also true for the conception of Mary being interpreted as priest or ministerial priest, which became more and more popular in the 12 th century. Again it must be remarked here, that the art-historical discipline -in contrast to theological or religious research-has not closer thematized this special Marian concept, which can partly be traced back to the Patristic age
113
. The throne representations of the statues from Ger ( fig. 1) and Ix ( fig. 2) , for example, which refer undoubtedly to the famous episcopal throne from the Girona Cathedral ( fig. 15 ) by its formal structure, has for the first time been related to this meaning dimension in this article.
Another important result of the iconographic analysis of the sculptures, which has not yet realized by previous research, is the fact that the type of the Catalan «Chasuble Madonna» can be found in Romanesque mural paintings of NorthWest Catalonia, which were made between the end of the 11 th and the first half of the 12 th centu ry. The mural paintings from Sant Joan de Tredós ( fig. 16) showed the figure of Mary, most probably with out a crown or diadem above the veil, as observed at the representations of the mural paintings and at the Ger-Madonna.
Another result of this iconographic parallel backs up the assumed Mary-Ecclesia symbol ism of the statues. The iconographic context of the Madonna depictions from Santa Maria de Taüll (figs. 18-19) and Sant Pere de Sorpe ( fig. 20) , which is characterized by dominant ecclesiological, Eucharistic motifs, mainly verify this. The historico-cultural sphere of the Catalan «Chasuble Madonnas», which could have been responsible for the development and dissemina tion of this Madonna type respectively, has been discussed in the present article in the context of the church reform of the 11 th and 12 th century in Catalonia, which has probably made the MaryEcclesia symbolism to a sign of its own will for reforming. Like the Catalan «Majestat»-cruci fixes ( fig. 23 ), the wooden Madonna statues most probably even have to be located to the sphere of contemporaneous priestly and clerical-reform, respectively. Thus, the statues probably symbol ize the reformed priesthood allegorically in a similar way as the «Majestats» do, as it has been tried to point out in this article. Future research, however, has to examine this fact more intense, because up to now it has been assumed, that not until the 13 th century did Mary's role as a model for the current ministerial priesthood come into extensive theological discussion. Previous art historical research assumed, that this Marian significance could even be identified first at the Marian altar-pieces of the 15 th century, on which the priest should orientate himself at the cel ebration of the mass
114
. Thus, for example, Paul Y. Cardile identified the grapes of Masaccio's Madonna depiction for Santa Maria del Carmine in Pisa ( fig. 25) , being a symbol of the Eucharist, as an evident allusion to Mary's priesthood
115
. In addition to this, it has to be remarked in conclu sion, that the image of Mary-Ecclesia should be examined more concentrated regarding the direct context of the Catalan church reform in the High Middle Ages, which was disseminated especially from the abbey church of Ripoll, the spiritual cultural centre of Catalonia
